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Abstract 
The opera and its staging presents a series of features that go well beyond their use as resources in arts education, developing
many possibilities for the aesthetic education of the person. These opportunities exist thanks to understanding the purpose of a
work of art as such, as a necessity to the discovery of their truth and beauty. For this personal meeting or encounter to take place,
it is crucial that the educator engage the audience as would a guide within the receptive function of the viewer in the staging of 
the opera. In this sense, a specific methodology is proposed for the analysis of the opera and the manifestation of its theme in the 
dramatic structure of the same. 
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Introduction
The use of cultural and artistic resources within education or within the aesthetic formation of a person is 
common practice in our society. The opera, as with many other examples, is part of this myriad of possibilities 
which is given to us through an artistic education. 
However, we believe that the processes which are carried out for the understanding or comprehension of staging 
an opera, go far beyond the eventual resources normally found in education arts and acquire a far more formative 
and deep category and are based on the training possibilities which are presented to us. This is the qualitative leap 
that occurs between artistic education and aesthetic formation. While the former is based on education through art, 
the second impact is on artistic aspects that can form the person in aesthetic principles oriented through the 
contemplation of beauty. 
The dramatic unity that staging the opera demands, constitutes the basis for a process that begins with the 
interpretation of the score and ends with the reception of the opera by the viewer. It is during this process that the 
educational possibilities become evident, so in this search for unity through the blending of all the arts involved, and 
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presupposes the faithful expression of the composer through the musical score. Therein lies the importance of 
careful study and analysis, aimed at looking for balance and unity of interpretation and ensuring the faithful 
transmission of the truthful essence of the opera. 
The manifestation of this truth lies in the coherence and unity of staging of the opera. Its principal architect, the 
stage manager, is the one who recreates the expressions and feelings of the composer. Through the stage manager’s 
personal interpretation, the viewer should receive the opera as it truly is. 
Here the educator fulfills the complex role of a guide. That is, he leads the viewer on a personal discovery tour of 
the beauty which lies in the truthful analysis of the elements that are integrated into the opera and its form of 
expression in the staging of the opera. Without a doubt, the educator must know all the specific contents and 
intricacies that make up these works and be versed in the different and necessary strategies so that discovery of the 
underlying beauty by the viewer becomes a persuasive aspect of its aesthetic education. To this end, this paper 
proposes a specific methodology for the analysis of an opera and its staging, with the intention of forming the 
viewer in the recognition of artistic truth and the beauty that it entails. 
1. The opera and its staging as an aspect of education 
The work of art confronts us with the duality between the outer and inner world. It thus constitutes a form of 
communication, a language that reveals the artist and which makes explicit a form of knowledge. However, its 
purpose will not be completed until the reception by the viewer of this expression. It is therefore necessary for this 
to take place so that the work or art becomes just that. The conservation of the artist's original message allows for an 
interpretation to be made possible each time the spectator views it and thus provides its own warranty of 
universality.  
But what is the essence of this truth? That which is the actual work itself, that which composes it and defines it. 
The truth of the artwork essentially establishes that which must be identified, which is exactly what the work is 
trying to transmit and which must be preserved from any sort of distortion. It is observed that this truth exists in the 
work of art and can be interpreted without changing its meaning. It is assumed as the subject matter or the discourse 
of the author, and therefore as the theme of the play. What is important is knowing how to "read" without taking 
notice that what we read is in line with reality (Woodfield, Richard [ed.], 1997, p. 90).
The abundance of artistic languages that exist in the opera correspond first to the creation of the theme and then 
later to its reception. The lack of understanding thereof would lead to a distortion of its real meaning and would 
therefore prevent the desired aesthetic experience. That is, in order to achieve the desired end or purpose, the 
articulation of these languages should be in one direction. This fact emphasizes the importance and necessity of the 
stage director in opera and his first performance and his responsibility lies in making a reading of the message from 
the actual cultural moment. Huyghe concludes accordingly: 
 There is no true work of art until the moment in which all the elements, taken from nature or from the soul, where 
 they are both united, and which make up their essence, are elevated to the unit which is an isolated, autonomous 
 organization that is hence force self-sufficient (Huyghe, René, 1968, p. 20). 
Since the birth of the opera and during the succession of evolutionary stages of musical drama it is clear that 
there is a continuing search for truth, which is at the same time, the factor that impulses the development of opera. 
The changes implemented within the musical dramaturgy in the general context of the opera have always been with 
the desire to move closer to what is authentic and true, and to better convey the message from the composer or 
author and which is directed toward the viewers. This constitutes a communicative act and thus becomes a way of 
understanding and interpreting the world. 
2. The truth of the work and the theme of the opera
The process of composing a musical score involving the composer and the world around him in such a way that 
both are reflected in the final product. The author of the work simultaneously expresses the world in which he lives 
and his own way of understanding it.  
The identification of the subject of an opera libretto by himself and the musical dramaturgy of the composition 
allows us to precisely see and hear its content and meaning, the essence of what it is. Therefore, the theme is the 
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truth or basis of this work of art for that is who is speaking of what makes up that work and through it can be seen 
the mind of the artist that created it.  
The circumstances and contextualization of creation and its subsequent reception must be taken into account in 
order that an analysis and interpretation be made but not as a hindrance but rather as a help to elucidate the true 
theme of the play, on which the stage manager builds its interpretation.  
For Henry Gouhier, the purpose of a theatrical play is "the enjoyment of the public and the perfection of the work 
itself, and with these two ends, there is a possibility for both convergence and divergence" (Gouhier, Henry, 1961, p. 
20). Leaving aside the subjectivity of public entertainment, the second purpose of the artwork as mentioned by 
Gouhier refers to its perfection, its immanent end, its completion. This drives the author to create a perfect work of 
art. This puts him on a road of no falsehoods which is a road which leads to its own truth. It would consist of 
achieving this perfection while the actual piece of work attempts to explains itself, until it becomes what it actually 
is. As we are dealing with a medium of interpretation, the opera is only finished when someone executes it and 
interprets it. That is to say, that this can only be done and perfected in its staging. This concept is reflected in the 
statement of Harnoncourt: 
For every composer it is be very important to leave his written works done in such a way that other musicians 
 may understand them well and interpret them well. For this to be done, of course, an up to date and a 
 corresponding classic interpretation is decisive for each period (Harnoncourt, Nikolaus, 2003, p. 151).
But when the work is already created (far from being completed since a reception still has not been produced) 
then it becomes an expression of creative thought and when rendered to the public it is re-created again and again, 
inexhaustibly. Hence the assertion Gouhier "the masterpiece is not delivered, if not through an interpretation" 
(Gouhier, Henry, 1954, p. 86), we refer first to the study of context when the author creates the work for its meaning 
and its significance, as the truth that is locked in itself, is transmitted faithfully.  
Technically, the music is always represented by the same signs. But the same piece of music can be read or heard 
in different ways depending on the time at which it is interpreted. So we have a sort of duty to consider first what the 
composer was trying to say with this particular notation, with that intention he did it, to whom he was addressing 
and in under what conditions, otherwise a correct transmission of content would not be given.
Based on what has been argued before, being able to interpret a work of art is to go far beyond the faithful 
reproduction of the work. In other words, to faithfully and truthfully transmit a work of art would be to reproduce 
the real meaning of the artwork in question from the first actual moment one began. A purely formal interpretation 
of the work as an artistic technique which corresponds to it, leaves us on a purely historic plane, without grasping its 
full meaning.  
However, when the art work becomes just that, a faithful interpretation, its content goes beyond the primordial 
time when it is created and can be recreated and interpreted from different historical circumstances and a variety of 
cultures because it has a true universal content. 
Fidelity to the work does not exclude a personal and appropriate reading of it. On the contrary, it ensures the 
transmission of its message because the multiplicity of interpretations that may arise are not exclusive of its truth, 
but far from subjective impressions turn out to be "true knowledge of the essence of the work" (Plazaola, Juan, 
1991, p. 550).
3. Methodology for an analysis of staging opera  
We understand through the dramatic form the classical use of the term is synonymous with theatrical genre, 
although it is now also used to refer to "types of works and rendering more accurate than the great genres (tragedy, 
comedy, drama)" (Pavis, Patrice, 1998, p. 213).  
However, since the analysis of dramatic structures of a play is largely in line with the drama of the same work 
(Pavis, Patrice, 1998, p. 187), an attempt will be made to study the work understood as the integration of parts into a 
global scheme, as a closed form. These parts are organized so that everything has a meaning.  
If we wish to see this consistency between the parties and the unity that is represented by all of the parts, the 
theme is as important as its expression in the dramatic structure through which it represents. The explicitness of the 
item corresponds well to both the meaning of words and the acquisition of the meaning of them through music and 
drama, naturally leading the viewer to a clear effect caused by reflection on what has been presented.  
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But the development of this idea or thought, being a personal and transferable experience similarly as is an 
aesthetic experience, involves the very use of freedom that should be based on knowledge of the truth of the work. It 
is in this sense that the teacher or educator must act, in other words, helping the viewer find this truth himself. Only 
in this way will his reflection on the work be free, because there is no freedom without truth (Polo, Leonardo, 2007, 
p. 249-253).
To carry out this process of teacher intervention we propose a specific methodology of analysis of the dramaturgy 
of an opera. In order to make the theme emerge, we propose a study of the dramaturgy of the work.  
In the development and articulation of the dramatic intricacies of the opera's dramatic a distinction should be 
made between internal dramaturgical structure and external dramaturgical structure. During the integration of the 
two structures, the theme of the opera, which takes on a specific expression, is presented and developed.  
We can not confuse these concepts between the exterior action and interior action of the character with the classic 
distinction made by Hocquard, assigning the script to the first and to the second, the music (Hocquard, Jean-Victor, 
1958, p. 358). Without wishing to disagree with this assessment, we add that this separation is only plausible with 
regard to the analysis of the opera but not in regard to the identification of the issue thereof. Thus, we do not intend 
to identify the dramatic structure outside the formal structure of the libretto (external action) and internal dramatic 
structure with the music (internal action), but do not separate these elements as verbal and nonverbal, both shape the 
external and internal dramatic structure of opera inseparably. Or put another way, the truth of the play, the theme of 
it is not understood without the two dramaturgical structures.  
The staging of the opera thus acts as a living system in which an analysis made of each dramaturgical structure 
does not explain the dramatic emergence of the truth of the opera, but is explained by the relationships between 
them the two of them that is by the articulation of parts of this system. There is then the explanation of the topic and 
the expression of the composer. The relationship of the theme of the opera with the staging will highlight the 
existence or not of unity in the representation of the truth of the work.  
An analysis of the external dramaturgical structure makes the outer shape of the opera known to us, as its 
structure in acts and scenes, as well as the codes and operatic conventions of the time when the work is limited. An 
analysis of the libretto as a literary work would also be included. But in the analysis of the internal dramatic 
structure, a musical analysis should be made of the score of the opera, the musical numbers following each act and 
scene, because what we see here is the expression of musical dramaturgy.  
These structures, external and internal, respond to those elements that the composer has arranged to make sense 
to be coordinated between themselves, as the particular provision of acts and scenes, and the use of codes and 
conventions of the time, reflects the theme specific to be shown at the opera, as well as music, which also finds its 
justification in the actions of the plot arranged in one form or another.  
Once you have identified the theme of the opera based on an analysis of its dramaturgical structures, a 
visualization of the staging of the opera will be necessary to see the completion of this theme. The resources of the 
staging must also be articulated with the dramaturgical structures analyzed so that the truth contained in the work of 
art is manifested. The staging is thus being built from defined yet not conclusive elements. It is therefore in this way 
that the stage manager finds the truth of the work to connect it with the reality of the present time.  
4. Conclusion 
The beauty and truth that is contained in an artistic work attracts us and leads us into its contemplation. This 
aesthetic effect provides a unique relationship with ourselves and the world. Reflecting on our personal being and 
openness, and occurs through the beauty and shapes people with a clear understanding of their identity.
The various arts that are articulated in an opera have been incorporated in a constructive manner, not 
independently nor isolated, so that all linked together has generated a solid dramatic structure whose core is the 
theme of the play. This artistic diversity present in the stagings of opera supports in this way divergent thinking by 
encouraging a broad understanding of the reality and shape the person into a more real view of the world.  
The stage director, an emerging figure in the twentieth century, acts as an intermediary between composer and 
librettist, the audience and the spectator, for the transmission of the theme and essence of the opera. The importance 
that the staging of an opera has acquired determines that the interpretation of the opera made by the stage manager is 
essential and crucial for the correct reception of the musical drama of an opera, and for understanding the dramatic 
intention of composer and librettist.  
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The true value of an opera depends, in our opinion, on the assessment made through his proposal, on his message. 
The absence of this message would make the work only an object of entertainment, and would not create the 
aesthetic effect that gives us the beauty and truth with the resulting educational value for the person.  
The topics being proposed by the opera are issues which directly affect human life, in one context or another, 
regardless of the determination that time exercises on it. Its timelessness is a result of the ability to capture it and 
communicate it.  
There is no doubt today that the stage manager retains all the conditions necessary to make a real and truthful 
interpretation of the opera. However, the validity and effectiveness of the aesthetic experience that can be offered to 
the opera depends greatly on the role, sensibility and influence of the educator since the receptive and participatory 
function of the audience makes him an active element within the learning process.  
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